the concert stage. Several of the articles in this book attempt to address, with some analytical rigor, the question of just how much tango there is in tango nuevo. Gabriela Mauriño's "Raíces tangueras de la obra de Piazzolla" outlines antecedents for several aspects of Piazzolla's compositional language in various fi gures in tango history, from violinist Julio de Caro's innovative use of extended percussive techniques on the violin, Osvaldo Pugliese's characteristic rhythmic fi gure the yumba, and the particular infl uences of important musicians to play in Piazzolla's own groups, including violinist Elvino Vardaro and bassist Kicho Díaz. Martín Kutnowski's article specifically addresses the aspect of rubato and phrase structure in Piazzolla's instrumental music, arguing for its relation with the characteristic phrasing of vocal rubato in tango, an innovation attributed to Carlos Gardel. Flautist and specialist in the history of the fl ute in tango, Alejandro Martino, examines Piazzolla's use of that instrument in his Nuevo Octeto, where he employed not only traditional idioms but also called for improvisation. When this improvisation came out too jazz-infl ected for his liking, Piazzolla obscured the solo's presence in the recording mix; ultimately Martino argues that there is "no one better than Astor to know which things in his music are tango and which are not" 1 (96). Another group of articles in the volume address issues of intertextuality in Piazzolla's oeuvre. Malena Kuss's "La poética referencial de Astor Piazzolla", examines Piazzolla's manipulation of pitch sets derived from different forms of the octatonic scale, fi nding intertextual relationships with the music of Stravinsky and Piazzolla's former mentor, Ginastera, although in this latter case she concludes that it "in no way suggests 'infl uence' between one and the other . . . but rather a convergence of procedures at a particular juncture" (71), which for this reader is a limited enough conclusion to call into question the utility of the method of analysis in question. Alan Atlas examines intertextual relationships between Piazzolla's own works, specifi cally between the iconic B theme to his "greatest hit," "Adiós Nonino" and several other passages that employ the same harmonic sequence and use of fl atted-9th "blue notes." Atlas's approach is basically semiotic, examining the contexts in which this highly recognizable sequence appears, and concluding that it is for Piazzolla a musical emblem of the funereal. In my judgment, one of the strongest articles in the collection is Omar García Brunelli's analysis of the three "Camorra" pieces, some of Piazzolla's last. Through a careful motivic analysis, García Brunelli demonstrates how a single melodic motive, originally sung en masse by the audience at Woodstock, and adopted by rock audiences in Argentina, became the point of genesis for all three pieces. The paradox in all this is that stylistically, these pieces represent a return to some of the most canyengue-a less internationalized, older tango style-of Piazzolla's tango-infl uenced pieces, yet the source material for all of this tanguero maneuvering is a musical emblem of the international rock scene.
Piazzolla's "operita," María de Buenos Aires, a dense and semiotically complex work in its own right, has proven perhaps the composer's work that is most amenable to traditional musicological methods of score analysis. Several examples of this approach appear in this volume, including an analysis of harmony and form by Ulrich Kramer, a section of Sonia Alejandra Lopez's dissertation (originally in German) on the use of fugue techniques in María, and Bernardo Illari's multifarious hermeneutic reading of the work as operetta, as ritual, as "carnavalesque inversion," and as a "motor for and symbol of change."
Space does not permit a complete examination of all the articles in this volume, but I should also mention that a comprehensive bibliography by Leandro Donozo and a discography by Mitsumasa Saito will be of great utility to future researchers. Overall, I found the diversity of approaches and concerns to be a benefi t rather than a distraction, a necessarily incomplete but broadly reaching important step in fi lling a lacuna in musical analysis of Piazzolla's oeuvre. I do believe that the reader could have benefi ted from a more synthetic introduction to the volume, exploring common themes and concepts-in short, García Brunelli's own article was astute enough that I found myself wishing he had promoted himself from the more modest position of mere "compiler" to full-fl edged editor-but regardless the book represents a mandatory addition to the library of Piazzolla scholars. Furthermore, it amply demonstrates why Piazzolla's music exemplifi es many of the problems inherent in analyzing music and musicians who straddle, cross, and render meaningless boundaries of genre.
